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Abstract: 
THE MIRRORED OTHER： 
LOCATING THE SELF IN PHOTOGRAPHIC PORTRAIT 
Submitted by LAM Wai Kit for the degree of Master of Fine Arts at 
The Chinese University of Hong Kong in June 2003 
One of the motives of taking photographic portrait is based on uncertainty and 
insecurity. Since we desire to dismiss loss and lacking, we are eager to locate the self in 
flawless photograph as if we can achieve wholeness. This assimilation relates to the 
theory of "Mir rot Stage" ^  by the French psychoanalyst Jacques-Marie Emile Lacan 
(1901-1981). The theory suggested that we construct the concept of T through 
identification with the other. As we believe the other is complete, we assimilate the 
selves into the flawless photograph in order to achieve wholeness. Indeed, this 
alienation is only an image. We mistecognize it as the teal self by the assumption from 
the other people. “We love being seen as the satisfaction of the desice of the other/'^  
Our desice is the desire of being desired. We desice to be the desire of the other. 
Photographic self-portrait accomplishes us as seeing and as being seen; as 
photographing and as being photographed; as desicing and as being desired. 
1 Lacan, Jacques, Emts: a selection-, trans. Fink, Bruce in collaboration with Fink, Heloise and Grigg, Russell 
(New York, 2002), pp.3-9. 
2 Brown, JVIichael, Why the Photographer Does not See: luican, the objet Petit a and the Gai^e in Antonioni's Blow-up, 
http://www.lacan.org.brown.htm 
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On the other hand, we believe we can find our authentic selves. But indeed, it is 
impossible of having authentic self; the constcuction of our identities is actually 
restricted by dominant symbolic order. We construct our identities by the presupposed 
standards, as well as the influences and burdens from history. Owing to these 
limitations, we realize the necessary freedom of choice. These provoke the anxiety of 
our existence; we ate in doubt of the meanings of our surroundings. We believe if we 
assimilate the self into the others, then we can dismiss our anxieties of insecurity and 
uncertainty. However, locating the self in photographic portrait can never satisfy us 
because the image is never an authentic self. Therefore, taking photographic 
self-portrait is, hence, an endless desire. 

















3 Lacan, Jacques, Ecrits: a selection-, trans. Fink, Bruce in collaboration with Fink, Heloise and Gngg, Russell 
(New York, 2002), pp.3-9. 
4 Brown, Michael, Why the Photographer Does not See: 'Lacan, the objet Petit a and the Ga^e in Antonioni's Blow-up, 
http:/ / w\vw.lacan.org.brown.htm 
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I FOREWORD 
T h e r e is no doubt that taking photograph is a very common and indispensable activity 
in every day's life. We use it for recoiding travel, wedding party, graduation ceremony， 
and as a record of the development of the growth of child. Photogiaphy is also used 
in official tecording like identity card, passport, etc. It seems like pbotogiaphy is a 
powerful, useful and ideal media to prove all of our existence and activities. We are 
living in the world of images. Photograph delivers messages without saying a single 
word. In 1899, the American George Eastman (1854-1932), the founder of Kodak 
Company, announced his slogan "You Press the Button, We Do the Rest"^ to the public. 
This has urged our idea of recording our surroundings in a simple way. Figure 1 
shows an advertisement of Kodak camera in 1920, it illustrated that having a camera is a 
necessity of a desirable leisure live style, (figure 1) Nowadays, with the rapid development 
of photography, the price of camera becomes cheaper. Nearly every family owns one, 
we only need simple skills to operate it. We believe that camera is a necessity in our 
5 Baatz, Willfried, Photography: A Concise History (London, 1999), p.66. 
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I 
lives. Some people believe photography is a copy and a reflection of the reality. They 
assume it as same as what we see. This is obvious in documentary photography. 
Although there are still some arguments of the facticity between photography and 
reality, some people doubt if photography can totally reflect the reality in our lives. 
After all, we then develop other curiosities about photography — we want to know its 
meaning to us? How can we use photography? What have we done with it in the 
society? 
We are curious and enchant about out own image since the ancient time. We 
have doubt about the differences between out inner soul and our outer appearance. 
We try our best to find different ways to see how we look like. Numerous stories have 
been told about this desire. For instance, when Narcissus saw his own image from the 
reflection of water, he enchanted and puzzled his own image immediately, (figure 2) 
This shows our longing to know who we are. We want to investigate the inner soul 
through our outei: appearance. This desire is becoming clear after the invention of 
photography. We are not only demanding for the investigation of our soul. Indeed, 
we also want to keep our images forever. In 1826 or 1827, the Frenchman, Joseph 
Nicephore Niepce (1765-1833)，developed the fkst fixed image in the world/ (figure 3)� 
In the years afterward, many Frenchmen and Englishmen had tried their best to develop 
6 Baatz, Willfned, Photography: A Concise History (London, 1999)，p. 17. 
The Mirrored Other: Locating the Self in Photographic Portrait / LAiM Wai Kit 7 
ways of fixing images on flat surfaces. Those experiments were not only meaningful 
for science. Theic attempts were, in fact, more ambitious; they wanted to keep images 
forever. 
In the western culture, the desire to keep one's own image had lasted for centuries. 
We can find this evidence in portraiture painting. This desire was not only for the 
evidence of our existence, but also for the praise of identity. It was too expensive for 
the ordinary people to afford the expensive porttaiture painting. Only the gentility and 
wealthy families could afford this respectable leisure. This phenomenon had been 
changed after the invention of photogtaphy. In 1853, the Frenchman, Gaspard Felix 
Tournachon, who later adopted Nadar (1820-1910) (figure 4), opened his first 
photography studio in Paris. Then m 1861，his new luxurious studio became a meeting 
place for the Parisian intellectual. In fact, most of the penetrating and incisive 
portraits in 1850s were taken in his studio.? (figure 5) The rapid development of 
photography had also changed the phenomenon of photographic portrait. In 1854, 
Andie-Adolphe-Eugene Disderi (1819-1889), invented carte-de-visite (visiting card). 
(figure 6 (& 7) These comparative cheap paper photographic portraits were mounted in 
a portable way, and the general public rapidly adopted them.® The invention of 
7 Ed. by Fnzot, Mchel ,v4 A W History of Photography (Koln, 1998), p . l l 8 . 
8 Ibid.,pp.l09-110. 
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carte-de-visite does not only keep one's own image to one's descent, but also delivers 
one，s own image to theic beloved friends. This led to another amusing situation: it 
becomes a kind of fantasy, a kind of individualism, a dreamy way for most people to 
achieve their narcissism. The contemporary photogtaphy critic, Patricia Holland, 
wrote in her article, 'Sweet it is to scan...，clearly reflecting the situation about personal 
photography. She argued that photography has an important role in modernization of 
western culture. Photographic portrait confkmed and explored the identity in that 
era.^ The fashionable carte-de-visite also included the images of royal families, (figure 
8). This was theic ways of promoting theic status in the society. Besides, the popular 
catte-de-visite also included strange creatures, pop-stars (figure 9), etc. Let us imagine a 
fantastic situation: it might be nice to own an image of a desirable object; it seems like 
owning their images is equivalent to owning their physical body. 
In China, photography was introduced in the mid of the century. It is no 
doubt that at the beginning of its introduction, only the wealthy families or even royal 
members, like The Qmg Dynasty Empress, Ci Xi 慈丨禧太后（1835-1908)，could afford 
and enjoy this expensive and respectable new med i a . Empress Ci Xi enchanted this 
new media so much that she asked her allegiants to take numerous portraits of her 
9 Ed. by Wells, Liz, 'Sweet it is so scan.. . � , Photography: A Critical Introduction (London, 2000), p. 122. 
10編者：WP:,故,宮藏慈禧照片(北京，2001) 
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regularly. Those photographs were huge, and the quality was extremely g o o d , (figure 
10 <& 11) Again, these all showed that, photography does not only fulfill the desire of 
keeping one's own image, but also a way to demonstrate one's superiority to the others. 
No matter whether you are a member of the royal family or the general public, 
photography fulfills the desire to make a factual copy of one's own image. Even it is 
flatness, still and soundless (it was even black and white at the beginning of the 
invention). The other media cannot replace tins fascination. 
At the time when photography was first invented, people left their country homes 
and went to the cities to work. They were having their new lives of modernism. This 
phenomenon had changed the way how they looked at the other people. Before they 
moved to the city, they did not have a lot of chances to look at other people face to face. 
Now, they saw the other faces in the tram, m the bus no matter whether they like it or 
not. This phenomenon aroused the fascination of physiognomy. At the beginning 
of the invention of photography, it was used to distinguish the convicts as if we can see 
the crime on the criminal faces.'' {figure 12) In that time，photography has a unique 
function of recording the factual images. The other media could never replace its 
unique situation. In those days, people believed that photography is an honest tool to 
“編者：林京，故宮m慈•斤 (北京， 2 0 0 1 ) , p.25. 
口 Ed. by Fnzot, Michel Xew History of Photogmphy (Koln, 1998), pp.264-26". 
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record our surroundings. 
Later on, people started to go to another direction. They try to understand the 
inner minds through the outer appearances. They hoped that this could help them to 
enter the psychological territories of theic minds. This is a kind of new experiences, 
just like the experience when we look at our own images from the reflection of water. 
Now, I want to ask: Can porttaits exactly show our real identities? Can our inner 
minds be reflected through our outer appearances? These questions were akeady 
being aroused at the beginning of the invention of photograph. It is still a 
controversial argument in the era of advanced technology today. 
With the desite of preserving our own images, it is easy to understand the reason 
why portraiture was so appealing at the beginning of its invention, and is still very 
populat nowadays. Perhaps in the unfortunate families in the developed countries, 
family album is so populat and it is nearly necessity at home. We may ask: What are 
the meanings of those photographs to us? Is photography a tool tying up the 
relationship between family members? Is it a conquest to our death? (until the 
photographic paper teat out and disappear) 
Are we expecting when we look at our portraits? Do we have any alien feeling 
13 Barthes, Roland, Camera Lucida, Reflections on Photography, trans. Richard Howard (London, 2000), 
pp.92-93. 
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towards them? If yes, why do we have these kinds of feeling? Is it related to the 
feeling of anxiety and absurdity of our existence in this chaotic world? If we have the 
awareness of our existence, how do we face it? What can we do with the alien feeling 
of our image and our anxiety? Can we define our identity through the on-going 
process of taking portrait? 
The main theme of this thesis is about the situation where we are located in 
photographic portraits; how we turn these desires into language visually. These are not 
simply a desite of preserving our own images. 
The thesis is divided into three parts: The first part discusses the function of 
micror and photograph as if they ate not only simple carriers. 
The second part is the main part of this thesis. It argues the reasons why we take 
photographic portraits, and examines those processes in relation to the feeling of 
insecurities of loss and lacking. This part includes the discussion of the theory of 
'Murror Stage'^ "^  by the French psychoanalyst Jacques-Marie Emile Lacan (1901-1981). 
The theory suggested that we construct the concept of T through identification with 
the other. As we believe the other is complete, we assimilate the selves into the 
flawless photograph in order to achieve wholeness. Indeed, this alienation is only an 
14 Lacan, Jacques，Ecrits: a selection�trans. Bruce Fink in collaboration with Heloise Fink and Russell Gngg. 
(New York, 2002), pp.3-9. 
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image. We misrecognize it as the real self by the assumption from the other people. 
I would like to raise another problematic argument between Lacan's psychoanalysis and 
the theory of existentialism. The French atheistic existentialist Jean-Paul Sartre 
(1905-1980) rejects psychoanalysis as he thinks there is no predetermination before our 
existence. There is no fixed character; we are thrown into the world without any 
reason. We realize the necessary freedom of choice, and we have the responsibility for 
our choices/" Since the existentialists do not believe in psychoanalysis, this section 
includes the task of how these two theories come together. I want to investigate if our 
identifications are influenced by both of these theories. If locating the self in 
photographic portrait is a way for us to achieve wholeness. Why do we still have an 
endless desire of taking portrait? Is there any authentic self? 
The third part turns the direction to the audience. Nowadays, the artists are 
expected to show our artworks to the others in artistic manner, what will happen when 
self-portraits are shown to the public? I want to investigate the situations how the 
audiences 'see' shadows of themselves in others' photographic portraits. These 
questions are all worth investigations. 
15 Collinson, Diane, F i f i y Major Philosophers, A Reference Guide (London: 1987)，p.l60. 
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II M I R R O R AND PHOTOGRAPH： 
B E Y O N D ITS FUNCTION AS A CARRIER 
I n our daily life, mirror is a familiar object We may pass it without noticing it. We 
may only consider it as a general tool for everyday lives. When we face a mirror，the 
most general question in our mind would be a comparison of the mirrored one and the 
real one in the teality. Someone may agiee on the sameness or someone may be 
against it. Alas! Who is the reverse one in front of us? Who is the mirrored other? 
Among these, Leonardo da Vinci (1452-1519) gave us his impression of minor as, "The 
minor, above all — the mitror is our teacher."^^ Are there any other meanings of mkror 
rather than just a tool in daily life? Can we use it to establish our identities in the 
society? Is it related to Lacan's 'Mitror Stage'^ ^? Numerous evidences tell us that 
there are subtle relationships between the image of mirror and the image of photograph. 
So, in the following section, I would like to discuss the significance beyond the general 
functions of mirror and photograph as carriers. 
16 Phaidon, Five Hundred Self-Portraits. 
Lacan, Jacques, Ecrits: a selection., trans. Bruce Fink in collaboration with Heloise Fink and Russell Gngg. 
(New York, 2002), pp.3-9. 
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We might be deceived by the reflected image in mjjcror, and believed the images 
were our real selves. The truth is the image is only a reflected self. The mitroied one 
looks like the real body but it is indeed alienated. We have constructed our identities 
through these false and unreachable reflections. At the same time, we feel insecurity 
from these alien feelings. This insecurity is caused by the unceirtainty from the world 
inside the mitrror. The surface of mirror is flat. But behind its surface, it looks like 
there is another deep space hidden at its back. We cannot go through it. We cannot 
enter it. The world inside is so mysterious, just like the mystery in our heart - we can 
never reach the deepest part of our mysterious heart! So as the images in photographs, 
they are also mysterious within then: boundaries behind their flat surfaces. Roland 
Barthes (1915-1980) used a very felicitous way to express his feeling on the essence of 
images in photographs. He said, “the essence of the image is to be altogether outside, 
without intimacy, and yet more inaccessible and mysterious than the thought of the 
innermost being; without signification, yet summoning up the depth of any possible 
meaning; unrevealed yet manifest, having that absence-as-presence which constitutes the 
lure and the fascination of the Sirens".^ ^ 
The images in mitrroi cannot be fixed. They can only be kept by the other media, 
for instance, photography. And photography is one of the simplest ways to record 
18 Barthes, Roland, Camera Lucida, V^flections on 'Photography, trans. Richard Howard (London, 2000), p.l06. 
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images. The appearances of those images are comparatively close to reality. We can 
read them again and again in unlimited times. The Flotentine architect, Leon Battista 
Alberti (1404-1472) said, "Narcissus, who saw his reflection in the water, and trembled 
at the beauty of his own face, was the real inventor of painting.'.^^ So as photography, 
the light does not fall on water or mittoi:, but falls on photographic paper. 
There are numerous arguments of the essence of photography with its particular 
characters. Now I try exploring its meaning behind the scientific chemical processes. 
In the process of photography, three-dimensional objects are transformed into 
two-dimensional images. There ate no big differences between their appearances. 
The pioneers of photogtaphy believed that photography could truly record our outer 
world without any interpretation by the photogtapher. So, it is easily to understand 
that the name 'photograph' means ‘light-writing，， On the other hand, Barthes 
pointed out that photogtaph in Latin is “imago lucis opera expiessa", meaning 
"extracted", “mounted，，，and "expressed".^^ Photography is a kind of description by 
light. From the beginning of its reflection to its arrival on negative, the process of 
photography is totally dependent on light. Photography lets us create an illusion of 
our image — we touch our arms, our face, we know we exist with the evidences of our 
19 Phaidon, Fiue Hundred Self-portraits. 
20 Clarke, Graham, The Photograph, (Oxford 1997), p . l l . 
21 Barthes, Roland, Camera Lucida, Reflections on Photography, trans. Richard Howard (London, 2000)，p.81. 
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parts; when we look at our reflected images in mijcror or photograph，we know we exist 
by the evidences of those reflected images. But, beyond the evidences of our 
existence, what else do we have? Where is the soul (if any)? The deske of searchiag 
our inner soul has been an everlasting question since the ancient times. We try to 
understand ourselves by all kinds of methods. Looking at our own image in mirror 
may be one of the best ways. We try to do so as if we want to enter the space inside it. 
It is a challenge because there is an endless and mysterious space far beyond. 
So, if we can understand ourselves through the investigations of images in 
photographs, there should be some other psychological means and intentions behind. 
Mirroi: and photograph carry images, but they ate far more than carriers. 
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ILL T H E PHOTOGRAPHER： 
LOCATING THE SELF IN 
PHOTOGRAPHIC PORTRAIT 
W h e n we move in front of a mirroi:, the mirrored images follow us in every single 
step. These imitated movements do not surprise us because we have learnt and 
accepted that these imitations belong to us. This is indeed an interesting concept. In 
the reality, our reflected images do not belong to us but to the natural physical laws. 
This mistaken perception is similar to our concept about shadow. Shadow follows us 
everywhere we go. We believe our shadows belong to us and are parts of our own. 
This fallacious citcumstance also appears while we look at our own image in photograph. 
We ignore that it is a physical occurrence, but focus our interest of how we look like. 
No matter whether you identify or recognize your own image; there should be some 
psychological shifts inside your mind. This highly influences our concept of 
identification, and also the establishment of our identity in the society. 
The mistaken identification of the mirrored images and the real selves occurs 
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obviously when the photographer takes his/her self-portrait. The impression of 
taking self-portrait is similar to the feeling of looking at one's own image in mirror. In 
this chapter, I would like to discuss the significant intention of taking self-portrait. I 
want to argue that it may not be an attribute of self-indulgence, self-love; or just a kind 
of instinctive drives. Our intention of taking self-portrait should have other significant 
meanings in deeper levels. 
A . Loss AND WHOLENESS 
If both mirror and photograph are not, only carrier, they should have other profound 
meanings behind. Firstly, I will start to inspect our feeling on the images of mbrror 
and photograph. I try to investigate those complex impressions which we usually miss. 
From the moment we face a camera and know that our photogtaphic portrait will 
then be taken, we have akeady started to prepare an ideal image. We are confident in 
them, and we suppose that photography can help us to realize the desirable aspects in 
out minds. This fascinating moment also happens when we look at photographs 
which got our own images. Most of us will automatically look at our own faces and 
see if they are equivalent to our ideal images. This is a kind of demand and desire in 
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the inquiry of idealistic persona. It is not simply a way to criticize our beauty. 
1. The Fragmentary Body and the Stranger 
The desire of having an ideal image is caused by loss and lacking in our straggling lives. 
If our lives are fully satisfied, we will not be suffered by loss, and we will not be 
disappointed by dissatisfaction. Obviously, this is an endless misfortune and can never 
be fulfilled. 
The feeling of loss and lacking is closely related to absurdity. The existentialists 
fully express those feelings of anxiety and absurdity in thek philosophical concepts and 
literature works. In Sartre's first novel, The Nausea (1938), there is a remarkable 
statement about absurdity in lives: 'Every existing thing is bom without reason, prolongs 
Itself out of weakness and dies by chance."^^ T h e feeling of absutdity is based on the 
denial of the existence of God; we experience nothingness because we come from 
nowhere. We fall into an infinite depth, nothing we can rely on. Theie is no 
predetermination and presupposed values; there is no reason for anything to exist at all. 
Our world is full of absurdities. 
The experience of absurdity and nothingness brings us to another dimension of 
the understanding of our existence; it changes the way of how we look at our own 
22編者：陳鼓應，存•在主義（台北’ 1999) ,p.21. 
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selves. Our souls have been distorted and annihilate; our bodies have been smashed 
into incoherent fragments; tired faces tell our perturbation and could hardly be hidden. 
We suffer from a wodd which is full of tedium, incoherence and tumult. We are no 
longer having completed body; our bodies have been turned into fragmentary ones. 
The works of the surrealism artist, Salvador DaH (1904-1989), express this idea of 
fragmentary bodies in most of his works (figure 13). They represent anxiety, insecurity 
and uncertainty of our inner mind. 
Together with Sartre, another existentialist Albert Camus (1913-1960) argues that 
existence itself has not have meaning unless we give it. Again, as there is no God at all, 
there is no absolute truth and presupposed values which we can rely on. We are 
thrown into the world without any reason. Since we cannot explain and understand 
the reason why we born; the feeling of absurdity are aroused. 
Camus clearly expresses his idea of absurdity in his novels. He believes life is an 
absurdity; again, we are simply thrown into this world without any reason. As the 
world IS full of anxiety and absurdity; individuals participate in a changing and 
potentially dangerous world. In Camus's novel, The Myth of Sisyphus (1942), he 
argues how we face absurdity and the problems of suicide. He uses a very precise 
example to show absurdity when we look at our own selves from either mirror or 
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photograph. We turn ourselves into alienation indeed: “Men, too, secrete the inhuman. 
At certain moments of lucidity, the mechanical aspect of their gestures, thek 
meaningless pantomkae makes silly everything that surrounds them Likewise the 
stranger who at certain seconds comes to meet us in a mitror, the familiar and yet 
alarming brother we encounter in our own photographs is also the absurd."^^ The 
feelings of insecurity and uncertainty came from absurdity; so we desite to assimilate the 
selves into the mirrored other in order to dismiss anxieties. Thetefore, locating the 
self in the mirrored other reinforces us to take photographic pottcait endlessly. We 
believe that the world inside photograph can help us to get rid from the reality. 
We may imagine that the wodd inside mirtor ot photograph is so quiet and 
peaceful, and is completely different ftom the bitter life in reality. The world inside 
photograph is certainly different from the hatsh and chaotic reality: The bordei of 
mkror and photograph separate us from the secular world. The flatten images turn 
everything into fascination. They are easier to approach and reach. This ideal world 
IS bounded within a secure and stable boundary. It seems like this imaginary infinity 
space is full of trust and hope although we cannot enter i t We have an urge to get nd 
of the painful loss and lacking. We hope we can enter this ideal space and achieve 
wholeness. 
23 Camus, Albert, The Myth of Sisyphus (London: 2000), pp.20-21. 
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The images in photograph are stable and furmed. They are, hence, a big 
contradiction to our real selves. Barthes used a proper way to describe his feeling on 
the differences between the self-image in photograph and the real self in reality. He 
considered the self never coincides with its own images; “...the image is heavy, 
motionless, stubborn; but the self is light, divided, dispersed and doesn't hold stil，，？ 
We have to bear in mind that the reflection in mirror is a physical phenomenon; 
but on the other hand, our psychological desire wants to turn this stranger (but still alike) 
into alienation who got our similar images. They are not our own selves; they ate only 
images of us. We may get this kind of feeling from “La Reproduction Interdite" (1937) 
(figure 14), a painting by Rene Magritte (1898-1967); what we 'see' may not be what the 
reality is. 
2. The Empathy and the Security 
The intention of locating ourselves in alienation is caused by the insecurity in life. This 
IS deeply rooted in our unconscious mind and is not easy noticed. We are attracted by 
this complete image, and got an immense desice to integrate our fragmentary selves with 
that static image as a whole. I want to mention again that this alienation is created by 
our imagination, and is caused by the insecurity and uncertainty. The illusion of 
24 Barthes, Roland, Camera Ludda, Reflections on Photography, trans. Richard Howard (London, 2000)，p�12. 
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integrating as a whole fulfills our wish as if we do not have any lacking. Although we 
know that the alienation in a mktored one and is created by imagination, we still want to 
get the wholeness by identification. These force us to locate ourselves in the alienation 
and want to recognize it as if it is our own selves. Again, it reminds me of the 
perception of shadow, we believe the shadows belong to us rather than only physical 
occurrence. 
The identification of the alienation does not only replace anxiety and the absence 
of wholeness. It indeed provides a confkmation of our status in the society. Once 
we recognke and ate recognized by the others, we establish our own identities by the 
acceptance of being one of the members of the society. This desite is obvious in the 
development of amendment from nomadic tribe, village, cities, and then coimtties. So, 
mirror is not only as simple as carrier of images, it is also an important tool for us to get 
nd from loss and lacking. Photography is even more powerful than mktor. The 
images can be fixed and preserved. We can then keep these immortalized images 
forever until the photographic paper degenerated and trashed. 
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B . DEMAND AND IMAGINARY： 
LOCATING THE SELF IN THE MIRRORED OTHER 
1. Lacan's 'Mirror Stage' 
The process of locating the self in the mirirored other is established by the experience in 
a world that is full of images. We locate ourselves into this idealistic one through 
imagination and fascination, no matter whethei: it looks like our teal selves ot not. It is 
interesting to find that this psychological process is closely associated with Lacan's 
'Mirror Stage'.^^ In the coining chapter, I will examine the intention of locating the 
self in photograpiiic portrait with this theory. 
Lacan talks about three concepts — need, demand, and desure — that toughly 
correspond to three phases of development — the Real, the Imaginary, and the Symbolic. 
From the birth to the first six months, it is the phase of Real. The infant cannot 
distinguish the differences between its own body and the other objects. There is no 
distinction between itself and the objects that meet its needs. The needs are satisfied, 
and can be satisfied by object. Nothing is lacking in this phase. For instance, when it 
feels hungty, its mother gives it a bottle of milk or a beast.^ "^  
But after the furst six months, the infant must separate from its mother and form a 
separate identity in order to enter into civilisation. This separation causes some kinds 
25 Lacan, Jacques, Ecrits: a selection-, trans. Bruce Fink in collaboration with Heloise Fink and Russell Gngg. 
(New York, 2002), pp.3-9. 
26 Klages, Isbity,]cicquesUican, http://ww\v.colorado.edu/English/ENGL2012Klages/lacan.html 
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of loss. The infant now knows there are differences between itself and its mother. 
In our entire life, we have a big wish to go back to the phases of Real where nothing is 
lacking. 
Between the sixth to the eighteenth months, it is the phase of the Imaginary. 
This is where Lacan's 'Mirror Stage' happens. He addresses that infant in this phase 
has not yet had the ability to control its own body, and did not have the concept of the 
wholeness of its own body. An infant recreates the impression of its own body by 
reconstruction of fragments. This situation will be changed after the infant sees either 
‘ its own reflection in the mitror or the entire body of the other people around it. It 
imagines that its own body may be similar to the mitioted one or those who got a 
completed body. It then starts to constmct the concept of its own 'self. At this 
stage, it believes the mirrored one is only an image of its own; it is not its real body. It 
is alienation but got an image of its real body. This is under the condition of 
Imaginary order. Malcolm Bowie (1943- ) described Lacan's Imaginary as an order 
of the Mirror Stage where the individual tries to resolve his otherness as his 
counterpart.^^ It is the completion between the T and the statue where one projects 
oneself under the world of one's own fabrication, it is an attempt in finding 
27 Bowie, Malcolm, Uican (London, 1991), p.92. 
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1 . 98 产 ^ 
completion.- The infant is now secured by the identification with its mirrored image, 
imagines that the wholeness of this counterpart can help the infant to do things which it 
could not achieve. Now，the infant can then accomplish its desire of going back to the 
phase of 'Real' where everything is satisfied by the wholeness from its mother/^ 
Figure 15，"Lily in the Mkror" (1961) by American photogtapher Nan Goldin ( 1 9 5 3 - ) 
showed how an infant saw itself ftom a mirror. It kissed its own images as if it kissed 
another baby. The infant lived in a world of images without language, (figure 15) 
This is a marvelous moment of having identification with an imaginary other. We 
locate ourselves into alienation that does not belong to the real body, but instead 
belongs to the other. This intention is generated by our desire of achieving the ideal 
self; it is not narcissism. We are not 'self-love' as we believe the alienation is actually 
another one. When Narcissus saw his own reflected image ftom water, he did not 
know that is himself. It is therefore not a kind of 'self-love' because he did not know 
the image he loved was his own. 
The actual consequence of this identification leads us to another level of 
establishing our ego. The establishment processes our reference through our memory, 
imagination and anticipation. It organizes our attitudes towards our own body, and all 
28 Bowie, Malcolm, Lacan (London, 1991), p.25. 
29 Klages, Mary, Jacques luican, http://www.colorado.edu/English/ENGL2012Klages/lacan.html 
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experiences that determine identity and individuality. In Ball's paintings, his 
ambiguous images play such a large part in his works that he actually located himself in 
the fragments and wanted to unit the fragments into who leness .�� ( f i g u r e 16) 
2. The Misrecognition of the Self as the Mirrored Other 
The cognition of an image of the roitrored one as our own is a kind of misrecognition. 
Is there any incident to show that it is telated to any psychological processes? Lacan's 
psychoanalysis of the development of infant to child suggested that the misrecognition 
of alienation is caused by the incomplete development of the child's nervous systems.^ ^ 
He also pointed out that this misrecognition is actually caused by the other people: 
for instance, the child's mother. Initially, the infant thinks that the mirroired one is only 
an image of its own and is not the real self, but this idea was lead to another direction 
by the fallacious interpretation from the others, for instance, its mother. The infant's 
mother may say, "Look, that's you!”. The infant is then mystified by this kind of 
description of its own. It has confusion of its real self with the mkiroted other. This 
misrecognition roots deeply in our mind and accompanies us until the very end of our 
30 Finkelstein, Haim, Salvador Dali's: Art and Writiing, 1927-1942, (Cambridge, 1996), p.236. 
31 Lacan, Jacques, Ecrits: a selection�trans. Bruce Fink in collaboration with Heloise Fink and Russell Gngg. 
(New York, 2002), pp.3-9. 
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lives?2 We carry misled selves for the whole of our lives. 
3. This is the Self and this is not the Self 
This misrecognition of the self forms a paradox between the real self and the public 
persona, it also influences our behaviours. Where is authentic self? Does it really 
exist? The mkrored image is the self and is not the self. We construct and recognize 
ourselves through inaccurate images. We posit ideal anticipation on reversed or flatten 
images. The distance between the teal self and the mkrored other mistakes our 
identities. 
I believe these consequences influence a lot on the establishment of our identity 
and also affect the concept of teading our own photographic portraits. After we grow 
up, the idea of this inistecognition may not just be caused by our mothers (maybe, or 
may not be), but by anyone else around us instead. We build out identities by the 
criticism of our friends, the society, ideology etc. They construct the concept of our 
ego and identify 'who you are'. These consequences affect the development of our 
relationship with the others deeply. So, when we look at our own image in 
photographs, the psychological state can be very complicated and is not only a jury of 
persona. 
32 Klages，Mary, Jacques Lacan, http://www.colorado.edu/English/ENGL2012Klages/lacan.html 
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We look at our own image as if we look at an alien. We turn ourselves into an 
object through this misrecognition. No matter whether we put out subjective deske 
onto the photographic image (realistic or unrealistic), or we are attracted by the 
mirrored alienation (existent or imaginary), all of these psychological conditions act as 
references for us to understand our intention of taking photograph, especially 
photographic self-portrait. 
Figure 17 shows the motive of taking portcait from the beginning of having loss to 
its consequence of achieving wholeness. After we have the demand in our head, we 
use our imaginary by locating and dissolving the self in the counterpart in order to 
accomplish wholeness. The right part of this figure will be discussed in the following 
section. It shows the citcumstance where we convert demand into desire, and how we 
transform psychological order into symbolic order (in this thesis, I would like to focus 
the symbolic order on visual language: photogtaphy). Through photographing the self 
with the mirrored other, we believe we will finally fulfill our deske of achieving 
wholeness, (figure 17) 
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Fig. 17: Locating the self in the mirrored other. 
C. DESIRE AND SYMBOLIC ORDER： 
PHOTOGRAPHING THE SELF WITH THE MIRRORED OTHER 
Photography is a comparative new visual medium, its history dated back from the 
middle of the 19'^  century fot about 160 years only. Before the invention of 
photography, portraiture painting is one of the most popular media for 
self-investigation. Many people have the experience of drawing self-portrait, no matter 
whether they are a serious artist or an amateur. Consciously or unconsciously, many 
people believe that this activity helps them to understand their inner soul. But, portrait 
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IS only the copy of a copy, either real or mental. We endure ourselves with the images 
of ourselves we want to convey to others. Barthes teminded us clearly about this 
misunderstanding in his last book "Camera Lucida".^^ 
Portrait painting, as well as self-portrait painting, is one of the most popular 
subjects in artistic manner. We can find numerous examples in both Asian and 
Western arts. In the western culture, many celebrated artists such as Albrecht Diirer 
(1471-1528) (figure 18 <& 19) and Rembrandt van Rijn (1606-69) (figure 20 (& 21), have 
painted at least one self-portrait in their artistic life. Thek intentions were most likely 
related to self-investigation. They tty to understand themselves through artistic 
accumulation. Through the studies of their different aspects, they tcied to enter their 
inner souls in different status of their lives. Some of these painters even included theit 
own face in their own works. For instance, in "Adoration of the Magi" (1476)’ the 
Italian Renaissance pamtet, Sandro Botticelli (1444/5-1510) has painted himself in the 
far right of the painting, (figure 22). 
The invention of photography btoadens the variety of self-investigation. People 
now use a more accurate medium to record their appearance. They think it can help 
them to enter thek real soul and fulfill their narcissism. The rapid development of 
photography spread out all over the world widely. We can find these examples in both 
33 Barthes, Roland, Camera Ludda, ^flections on Photography, trans. Richard Howard (London, 2000), p. 102. 
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serious artists for announcing their attists' statement, or from amateur photographers to 
enjoy it for leisure. Figure 23 is an advertisement of a photographic studio from an 
unknown American magazine dated back in 1900，s. From the illustration in this 
advertisement, a lady held her camera (still a bulky one) in front of a mirror. The gaze 
in her eyes told us that she has enjoyed and was indulging this activity very much. This 
advertisement was not only promoting their photogtaphic services, but also promoted 
the easy way of using camera in modern life. The lower left hand corner shows the 
information about obtaining free catalogue from this photogtaphic supplier. This 
shows the phenomenon in that eta of the thirst of photography and the eagerness of 
recotding daily life. Photography has been a favorable hobby for well-educated ladies. 
This easily-controlled equipment ptovided a 'light-hearted' and an elegant leisure among 
the culture of middle class in the western culture around that time, (figure 23) It was 
still a luxurious activity until the development of photogtaphy becomes more advance, 
the price has been cut down and more people can enjoy this enchanting leisure. 
There is no doubt that these woiks tell us the messages from history, but I am 
interested with the motives behind. Nowadays, photographic portrait is no longer the 
leisure of the middle classes. Some contemporary artists like Robert Mapplethorpe 
(1946-1989) (figure 24) and John Coplans (1920- ) (figure 25) show their unique identity 
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through the incomparable impact of photography. We live in a world full of images. 
We use our visual perception to perceive the world more than any other kind of senses. 
I want to examine two coincidences of locating the self in visual perception, and 
see how they eventually reach the same destination: the goal of achieving wholeness. 
The first device to accomplish the fulfillment of loss and lacking happens in the stage 
of demand and imaginary (see section II-B-2). The following patt will concentrate on 
the discussion of the intention of photographer, where one uses one's visual language 
(photography) to achieve one's desite of wholeness through symbolic order. In the 
last part, I will discuss if this desire can evet be achieved. 
1. Selection and Fabrication 
It is no doubt that the photographed ones have been presented in front of the camera 
when the photograph was taken. The components of photography include time and 
history. This is a kind of experience where "That-has-been", which Barthes believed 
to be the essence of photography.^^ This is also a kind of selection where we select 
and photograph the existent ones. It is different from the process of painting. In the 
process of painting, a line does not need to exist in advance when you draw it. The 
selection in painting is the selection of choice of the artist's hand. On the contrary, 
34 Barthes, Roland, Camera Lucida, Reflections on Photography, trans. Richard Howard (London, 2000), p.77. 
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photography is based on the selection of existing objects. Hence, we cannot deny the 
facticity of the presence of the photographed object in this unique nature. 
Photographic image is created by two main procedures 一 both of them got 
physical and chemical reactions. The first procedure includes a physical reaction where 
reflected light from object reaches a lamination film. This is followed by a chemical 
reaction in which the reflected light reacts with the particles on the laminated film. 
The second procedure also includes physical and chemical feactions. They are the 
physical reaction of light on photogiapliic paper and the chemical reaction on laminated 
photographic paper. Although we cannot deny that photography provides an 
incomparable accuracy than the other media, the sameness does not mean that the 
photographed ones are exactly the ones in reality. They ate images indeed. 
I then got another perception of looking at photograph. Hete, I mean, not about 
photography, but only the physical appearance of photographs and images. I found 
that staging in front of a camera is already an unreal ckcumstance. We play ourselves 
everyday as what we believe, and that might not be really a real self. So as we look at a 
photograph, everything in photograph becomes so unreal, this illusion is a kind of 
fabrication. We cannot enter photographic paper physically; we can only look at its 
surface where the images are bounded. This stubborn boundary firmly restrains its 
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images. These images do not give any interpretation. Although the images cannot 
‘speak，to us, they can bring us to another imaginaty space beyond its boundary. The 
surface of photographic paper is so thin and smooth that it seems like it has slipped 
away from the intricacy in reality. All the bulky three-dimension objects have been 
turned into neat two-dimension images. These graceful images are separated from the 
reality outside. The wodd in photograph becomes unreal. When we look at our own 
images in photograph, they have turned into alienation. 
These fabrications can be presented in different ways of expression. They arouse 
different discussions from either subjective matter or intention of the photographet. 
Figure 26，"Rene Magntte with His Picture 'The Great War'" (1966)，is photographed by 
Bill Brandt (1904-1983) in 1966; this amazing photograph teminds me of the double 
portraiture painting by Magritte which is shown in the last section. The big contrast 
between the black space on the left and the massive images on the right echoes the 
works of this surrealist artist. Evetything m this photograph enhances the dramatic 
effects of surrealism. All these images are bounded within the boundary of the static 
photograph. Magritte was holding his painting that supposed to be a self-portrait; he 
became alienation of himself and a stranger to the audiences, (figure 26) 
We found a similar approach in another photograph by Brandt, “Self Portrait in a 
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Murroi-, East Sussex Coast" (1966), (figure 27). It was taken in the same year when he 
took the photograph of Magritte we have akeady discussed. The reflections in the 
mirror fabricate an illusion; we are confused by the spaces between the reality and the 
mirrored one. Brandt himself was immersed into the landscape; he became a part of it. 
He had turned into alienation (the mirrored one), and is photographed by the eyes of 
the photographer himself. 
We are fabricated no matter whether we ate in ftont of a camera ot in a 
photogtaphic portrait. The fabrication of locating the self in photographic portrait is 
similar to the way of how we locate the self in the mirror. The alienations are the 
images of us. We locate outselves into the ones who ate not our real selves but only 
images. Those alienations ate delicate, fragile, unreal, and small; just like the ideal 
alienation with wholeness in the mirror of Lacan's Mkror Stage.^ ^ Meanwhile, our 
disappointing fragmentary bodies fotce us to locate ourselves into the ideal world inside 
the photograph. Our wish of achieving wholeness encourages us going back to the 
stage where nothing is loss or lacking. Photography is a suitable medium to achieve 
our desire. This medium helps us to realize our demand by seeing our idealistic 
imaginary wholeness inside a realistic object: the photograph. 
35 Lacan, Jacques, Ecnts: a selection-, trans. Bruce Fink in collaboration with Heloise Fink and Russell Grigg. 
(New York, 2002), pp.3-9. 
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2. From Demand to Desire: the Process of Assimilation 
In the following section, I will discuss the way of how we transform demand into deske. 
Demand means a firm request for something, and desite connotes a strong feeling that 
you want to do something or to get something. They are two psychological statuses in 
which we achieve our wishes. These two definitions also give us a clear picture of the 
relationship between the statuses of locating the self in the mirrored other and the 
consequence of photographing the self with the mirrored othei:. 
The first stage of demand exists in a wodd of imaginary where we ‘see，(imagine) 
outs elves. This is a fanciful action and appears only in our imagination. If we want 
to realize this demand, we have to go to the second stage, the symbolic stage, by means 
of language where we express the self. This relates to Lacan's theory of the 
development of infant to "adult", in which Lacan's 3 concepts. They are need, 
demand and desire. These concepts roughly correspond to the Real, the Imaginary, 
and the Symbolic.^^ These processes show the transfotmation of how imaginary turns 
into language. To this end, I shall consider and define photography as a kind of 
language. It is a language that is constructed by visual elements. We use symbolic 
language to realize our intention through artistic manner. 
In contemporary photography, many artists use their own images as the subject 
36 Klages, Uary, Jacques Lacan, http://www.colorado.edu/EngKsh/ENGL2012Klages/lacan.html 
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This approach is more than just an investigation of the self or shows their dignity. 
Indeed, it is a critical assignment of the self through the process of photographing the 
self. In "Self-portrait in my blue Bathroom" (1991), (figure 28), Nan Goldin (1953-) 
stared at her own eyes in a mirror in an abstract bluey room; we only see the reflection 
of her tiny head. Her uneasy eyes tell us her anxiety; no other information is provided 
from this photograph except the gaze from her eyes. This photograph is supposed to 
be photographed by herself. Who is she starring at? Goldin is now dissolving, 
locating (imaginary) and photographing (symbolic order) herself in the mirrored other, 
“...the Symbolic and the Imaginary are a contrasting and interdependent pak"^^, and 
they co-exist together. In another photograph by Goldin, she showed us her beaten 
face, "Nan One Month after Being Battered" (1984) (figure 29). This time, she stared at 
the camera rather than staring at her eyes in the mitror. The mirror has been 
transformed into a camera; she starred at the camera as if she stared at a mirror. 
Goldin was looking for the tecognition of her beaten self from the other. She has 
turned the audiences into het mitrored other. 
The Canadian photographer Jeff Wall (1946-) appeared twice in his photographic 
portrait "Double Self-Portrait" (1979) (figure 30). Just like his many others remarkable 
photographs, Wall brings us into a plastic realm. Both of him and his image stared at 
37 Bowie, Malcolm, Uican (London, 1991)，p.93. 
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the camera in this fully controlled photograph. He has located himself twice. His 
gestures and clothing told us that they are not reflections from mirror. The tension 
between the double portraits arouses the question of identity. We are confused by the 
double alienations where none of them appears to be the real one or the mitrored one. 
They are both real and unreal. We are lost in the absence of wholeness. 
Use Bing (1899-1998) took her double self-portrait "Self-Portrait with Mirrors" in 
1931 (figure 31). These double pot traits are different from those by the othei: artists we 
have discussed. In Wall's “Double Self-Portrait" (1979), since we cannot see the 
camera, we do not know if it is taken by himself ot not. In Bing's double self-portrait, 
two images appeared at the same moment when she took the photograph. Her cameta 
pointed at the audience, but it also pointed to another dkection to the left. Who was 
Use looking at? Was she pointing to us ot someone else she was looking at? We see 
the whole face of her alienation in the mitrored one which is bounded within a peaceful 
fmme. In contrast to reality, her cameta covered most of her face and a fourth of her 
face was out of the frame of the photogtaph. The whole setting represents our 
fragmentary body in the reality and our imaginary wholeness in the mirroted othei:� 
"Self-Porttait as a Classical Painting" (2003)，(figure 32), is one of my self-portraits 
questioning about the process of assimilation. In this photograph, I turned myself 
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into an object (a reflection), and turned the mirror into a painting. My reflection 
echoed the motionless of the photographic self-portrait on the far left. There is an 
illusory juxtaposition between them. I became alienation and had no difference among 
the other objects around. Apparently I was taking self-portrait from a mirror, but as 
the camera was pointing to the audience, it looked like I was taking photograph of 
audience. Who was photographing and who was being photographed? These are 
kinds of misrecognition. We locate the self in the imaginary other and never know 
that they are real or not. These images echo the otherness of each other. They are 
both passive and active. 
We cannot fix images in mirror. Our memory will fade away with time. On the 
contrary, images in photographs aie fixed fotever until the photographic papers are 
worn out. The stillness of photographic images creates a tension between the images 
and the audience. The gaze of the protagonist in photogtaphic portrait brings us an 
eternal contemplation and this can never be replaced by any other kinds of media. We 
desire to achieve wholeness through eternal gaze. 
D. THE GAZE 
When we look at an art-piece which includes the head, we usually focus on the eyes. It 
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seems that we can enter the soul of a person through their eyes. The eyes in 
photographic portrait are very different than those in the other media, because they are 
the witnesses of the moment when the art-piece is made. They ‘talk，to the camera 
rather than the photographer. The gaze in the eyes tells the story and the history 
behind it. 
The meaning of gaze is the moment when we look at something ot someone 
steadily for a long time. It is both atttactive and surprising. This kind of moments 
often happens in photographic portrait. In here, thete are two kinds of gaze: the 
first one is the eternal gaze inside a photograph. This stillness gaze belongs to the 
sitter who stares at us. The second one is the gaze of the sitter while he/she is 
looking at the camera; there is a subtle relationship between him/her and the camera. 
I would like to examine the gaze to see if the sitter looks at the cool lenses or rather 
the photographer. Or even more dramatic is the sitter looks' at an imaginary 
audience? In the following section, I will tiy to explore the significance of these 
gazes and will examine if they have any relationship with loss and lacking in our heart 
deeply. In the last part, I focus on the argument if these gazes can fulfill our wish of 
having the desirable wholeness. 
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1. Eternal Gaze 
There is an indicect but delicate connection between the stillness gaze in photograph 
and the torturous procedure of early photographic portrait. At the beginning of the 
invention of photography, photographic portraiture was vety popular. But owing to 
the adolescent development of photography, the sittet had to keep motionless for few 
minutes under bright light in the glass house studio, (figure 33) Special head and 
shoulder supporting equipments supported the head and body of the sitter. How 
about the facial exptessions? Under this annoying condition, it was hard to ask the 
sitter to have good smiles. Thek gaze had turned into an extinct gaze. 
I am always curious about the feeling of those remote sittets. What did they 
think during the long exposure? Nowadays we do not need to stare at the camera for a 
period of time. We are not able to understand the same feeling. On the other hand, 
we know that when we stare at something for a certain time, om sight will blur out and 
the scene in front of us will turn into whiteness. We cannot see anything except the 
whiteness. So, how about the sitter 160 years ago? Where did they look at and what 
did they desiderate? I suggest that they were staring dreamy at an ideal alienation that 
would soon be appeared in the photograph. The image of the ideal self is, in fact, the 
misrecognition of the self from the other. And I perceive that the gaze of the remote 
38 Ed. by Fnzot, M i c h d , A NeiP Histoty of Photography (K51n, 1998), p.l04. 
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sitters IS similar to the gaze in any photographic portrait. Those photographic ga2es 
stare at us as if they were the gaze from the remote past. They bring us to the past 
and we experience the moment when we locate the self in the mirrored other. 
2. Desiring to be Seen: The Desire of the Other ^^  
One of the desires to be photographed is the desire to be seen. We desire to be 
recognized and we desire to be desked. 'Lacan puts this simply that "man's desire is 
the desire of the other.'"^ Once we stared in front of a camera, we have akeady had 
the intention of showing our perfect and deskable looks to others. It is not caused by 
the desire of the own self. It is rather the desire of the other. This is the teason why 
I suppose the gaze of sitter focused on neither the camera nor the photographer. 
He/she stared at the imaginary one who wants him/her. Michael Brown wtote in his 
article about the gaze in one of Antomoni's film, “Blow-up” (1966), where Lacan talked 
about the Ohjet Petit a ^^ (object-cause of deske) as the gaze: "The gaze, once it has 
been apprehended by the subject, catches him or her in his/her deske, a desire to be 
completely seen，that it, to be seen as desiring and as desited."^^ 
39 Brown Michael, IV/^ the Photographer Does not See: Lacan, the Ohjet 'Petit a and the Ga^e in Antonioni's Blow-up, 




The Mirrored Other: Locating the Self in Photographic Portrait / LAiM Wai Kit 44 
John Berger argued about how women turn themselves into objects, it is simply by 
saying that “ … m e n act and women appear. Men look at women. Women watch 
themselves being looked at. This determines not only most relations between men and 
women but also the relation of women to themselves. The surveyor of woman in 
herself is male: the surveyed female. Thus she turns herself into an object — and most 
particularly an object of vision: a sight.”斗]I want to further argue that the deske of 
turning ourselves into objects does not happen only in women; in fact, it happens in 
everyone. After we turn ourselves into object, we can be desited by the other. 
This intention is caused by loss and lacking; we believe we can never have 
wholeness unless we are assimilated into alienation. We find assimilation through the 
recognition of the mirrored/photographed other. That's why we deske to be seen, we 
desire to be photographed. Taking photographic portrait is the best ways to achieve 
these. On the other hand, the charming falsity tells us that photographic paper is 
supposed to be kept forever. It fulfills the deske of being seen in many times. 
Figure 34 shows the relationship between the real self (Subject) and the mirrored 
other (Object). Through our imaginary, we transform the self into alienation (figure 34). 
43 Berger, John, Ways of Seeing, (London, 1972), p.47. 
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Subject Imaginary 
- the self - the mirrored other , 
\ - the alienation j 
Fig. 34: The Subject as an Object for the Other: This is the Self and this is not the Self. 
Figure 35 shows the situation when we are both subject and object. By using 
visual language (photography), we achieve wholeness from the recognition of the 
photographed other, (figure 35) 
Subiect/ 
Object ^Visual Language^ Object 
- the desirable object - the photographed other 
- the gaze as the L y 
desirable object / 
Fig. 35: The Subject and the Object for the Wholeness 
3. “I saw myself seeing myself” ^ 
The situation will become more complicated when the sitter is also the photographer. 
Kane, Daniel, The concept of the 'ga^e\ 
ht tp :/ / w w w . a r t s . m o n a s h . e d u . a u / g s a n d s s / s k v i c / p a p e r s / g a z e l . h t m l 
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He/she desires the self as the desite of the other; he/she also deskes the self as the 
desire of his/her own. In photographic self-portrait, the subject is the own self. The 
photograph is a symbolic representation of the r e a l . The photographer desires to be 
seen as a desirable object; this object fulfills his/her desire to be seen as a whole. 
Figure 36 shows the circular relationship between the photographer and the sitter in 





Fig. 36: The Subject and the Object in photographic self-portrait. 
Here are some examples of photographic self-portraits, as well as photographic 
portraits, which embody the desire of achieving wholeness thtough the interference of 
Kane, Daniel, The concept of the 
http://www.arts.monash.edu.au/gsandss/slavic/papers/gazel.html 
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gaze. Indeed, the gaze is the object of the drive as desiring and as desured.^ '^  
"Missing" 2000 (figure 37), is one of my self-portraits from the mitror. It clearly 
shows that it was taken in a confined space, toilet. Toilet is a private space where 
females frequent employ, it is considered to be a symbol of femininity; so as the one in 
this photograph, this space is suggested to be a psychological space rather than a spatial 
space. Within the boundary of this photograph, I saw another confined space; that is 
the heavy bounded space around the printed figure. The printed figure and I are both 
imprisoned with limitation. 
I saw myself seeing myself; I also saw the printed figure on my T-shict seeing myself. 
I assimilated myself into the printed figure, and recognized myself into this alienation. 
I photographed myself to been seen as an object (just like the object on my T-shkt). I 
turned myself to be seen and to be desured. The nakedness in this photograph is not 
associated with my clothing; but it is the desire of being seen and as desired. The 
eternal gaze from the printed figure echoes my desire of being desired. This alienation 
fulfills the achievement of having wholeness. It takes away the insecurity of the 
presence of loss and lack within the restricted psychological space. 
“My Gaze; His Gaze" 2001 (figure 38) belongs to another series of my self-portrait. 
46 Kane , Darnel, The concept of the ‘房’, 
http ://www.ar ts .monash.edu.au/gsandss/s lav ic/papers/gaze l .html 
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It was taken from a mirror in an accessories shop located in a male dominant country, 
Dubai, UAE. At the moment I took this self-portrait, I saw myself surrounded by the 
rich colour of red and the dazzling golden accessories. My gaze fell on the gaze of the 
middle-east man, so did he! These accidental gazes were turned into eternal gazes. I 
did not see myself from my own body, I saw myself from the gaze/desice of the other 
(the middle-east man). I was turned into an object, a desiiable object of the othei: that 
corresponded to the desirable accessories around me. 
Nan Goldin shows her affections of her friends in her photographic portraits; these 
portraits are not only records of her friends, but also the reflection of Goldin's 
sensibility towards them. We can presume this idea from the title of her book "I'll be 
your mirror". Goldin reflects the life of her friends by the mirror in her mind. 
"Siobhan in my mirror" (1992) (figure 39), presented Siobhan who frequent appeared in 
Goldin's photographs. She dressed up with a male suit and was starring at herself in a 
mirror. On the lower right hand corner of the mirror, there is a copy of a photograph 
by Paul Outerbridge (1896-1958), which showed a female nude body with cruel spikes� 
There is a big contrast between the man-suited Siobhan and the nude female along with 
the make-ups on the table. What did Siobhan thought when she turned her gaze on 
her own and then to Outerbridge's nude female? Did she reject to be a presupposed 
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desirable female so that she dressed up with a male suit? If the gaze is the object of 
the drive to desire (and to be desked), the gaze of Siobhan drove her to the desire of 
being a male. 
Until this point, I am not fully satisfied with the conclusion. I do think there are 
some other endless drives to force us to take photographic portrait. The 
photographed other is never one's real self. It is only the copy of a copy; it is an 
illusory fantasy. "The person is subjectified through the gaze of a forever lost other.”斗？ 
The desirable gaze deludes us. We still want to locate the self in alienation although 
we realize those images are not the real selves. We are never bored of taking 
photographic portrait no matter whether they are charming or distasteful. Here, I 
suppose there should have some other consequences beyond achieving wholeness. In 
the following section, I would like to discuss the circumstances of taking photographic 
portrait under the awareness of our existence. There are numerous restricted 
conditions under dominant symbolic order. Our deske of achieving wholeness cannot 
be fully satisfied. We ate not completely free to search our authentic selves. And this 
is the reason why taking photographic portrait is an endless desire. 
47 Kane , Danie l , The concept of the 
http: / / www.a r t s .monash . edu . au/gsandss/s l av i c/paper s/gaze l .html 
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E . THE ENDLESS DESIRE OF TAKING PHOTOGRAPHIC PORTRAIT 
In the following section, I would like to discuss the consequences of the awareness of 
existence. Since we aware the anxiety and insecurity in our lives, one of the ways to get 
rib of this circumstance is searching recognition from the others. We deske to achieve 
wholeness through assimilation with the others. But under the absurdity of our 
chaotic world, there are numerous limitations and interferences. We are living in a 
world that is constructed by dominant symbolic orders. In the following section, I 
would like to investigate the possibility of searching authentic self. The result is 
impossible. It is because the limitations interrupt the desite of being authentic self. 
It finally develops into an endless desire of taking photogtaphic portcait as if it can 
accomplish our desire of having authentic self. Figure 40 shows the consequences of 
the awareness of existence, (figure 40) 
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The Awareness of 
/ - \ 
Locating the Self . . • Photographing the Self 
in the Mirrored Other ^""“ L"™tat lon • �出 e Mirrored Other 
(limitations: Alienation; (limitations: Subjective Wodd; 
Misrecognition) Dominant Symbolic Ofdet) 
I I 
No Authentic Self No Authentic Self 
\ / 
Endless Desire of 
Searching Authentic Self/ 
Taking Photographic Portrait 
Fig. 40: The consequence of the awareness of existence. 
1. The Awareness of Existence 
Existentialists suggest there is no predetermination in our lives. There is only life 
before and nothing beyond. Sartre's fundamental concern is the nature of human 
existence and the freedom of will. There is no predetermination; existence precedes 
essence.48. This theory is based on the denial of God; if there is no God, what exists 
befote our essence? Sartre suggests we first exist in the chaotic world and face the 
absurdities, then we determinate our own selves by our own determinatiori� i\s we are 
48 Collinson, Diane, F i f t y Major 'Philosophers, A Reference Guide (London: 1987), pp.157-163. 
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thrown into void and there is no God to be referred to, we have our own choice to 
choose our lives. It turns into our realization of the necessary freedom of choice. At 
the same time，it provokes anxiety of our existences. We determinate our lives by our 
own selves; we have to take the responsibility of making choice. There are manifold 
possibilities under nothingness， 
All of these concerns are indeed our responses against contemporary 
circumstances. The world we are living is, in fact, full of ridiculous conditions. 
Existentialists declare 'Existence Piecedes Essence"^®, we determinate our essences 
through experience and choice making. We affitm the absurdity of our lives. We 
question the meaning of our existence once we aware our struggles. These struggles 
reinforce us to rethink the meaning of om lives.^ ^ My main concern is the process of 
how we confront our existences in this absurd reality. Once we awate of the absurdity, 
we take corresponding reactions against it. This is the challenge fot us to face these 
problems; we confront and confkm them rathet than suicide? At this point, taking 
photographic portrait is one of the ways to confkm our existences. We confkm our 
loss and lacking through photographing the self. 
It is important to note that Sartre rejects ordinary psychological methods. It is 
49 Col l inson, Diane , Fifty Major Philosophers, A Reference Guide (London: 1987)，p. 159. 
5 0編者：陳應， i在主赛（台北， 1 9 9 9 ) ’ P.9. 
31松浪信三郎，存•在主義’譯者：梁祥美’（台北，1982) ’ pp. 50-51. 
52編者：陳鼓應，存在主身（台北，1999) ,p.21. 
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because he declares one's existence is undeteirmined and contingent. He, instead, 
introduces his own method that he calls 'existential psychoanalysis'. It is the 
comprehension of one's fundamental choice. One's character is not fixed and can be 
changed by one's own choice" From this point, it is a task to employ existentialism 
into Lacan's psychoanalysis although Sartre would probably reject my intention. 
Indeed, I found both of their developments start from nothingness. Their concerns 
are based on the awareness of existence. I consider these two theories as the 
fundamental grounds of taking photographic portrait. 
2. The Limitations under Dominant Symbolic Order: The Impossibility of 
Authentic Self in Photographic Portrait 
In photographic portrait, there is no authentic self. This ciccumstance happens once 
we know we are going to take photographic pottrait. We petform our ideal selves in 
front of the cameta. This is not only a desire of showing our ideal images. This is 
also a reflection of the deskable images ftom the dominant society. Our 
identifications are constructed by the presupposition from the dominant symbolic order. 
There is no authentic self. We are confined within limitations. We live in a subjective 
world rather than an objective one. Nothing is taken for granted. We construct 
53 CoUinson, Diane, F i f t y Major Philosophers, A Reference Guide (London: 1987), p. 160. 
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limitations and restrictions for our own. We establish ideologies. In turn, the 
ideologies force everyone to live under dominant symbolic orders. 
By the way, there are numerous sub-groups besides the dominant symbolic order. 
But owing to the large proportion and the power of the dominant symbolic otder，the 
sub-groups are hardly to spell out thek rights in the society. We are now facing two 
different situations; we can either ignore the existence of the sub-groups, or bravely 
confirm and confront the real situations which are ignored and not accepted under the 
dominant symbolic order. 
We will not concern the above ckcumstances unless we aware our own existences. 
Once we aware of it, we question its meaning and its essence. Why do we live under 
such chaotic circumstances? If out identities are constructed by dominant symbolic 
order, can we completely ftee with our own choice? Can we really choose our 
identities and have freedom of ftee will? For Sartre, "Out freedom is linked to the fact 
that we can never escape from our awateness of ouiselves."^^ We can never experience 
the freedom of choice unless we are under limitations. I believe we still have freedom 
to choose our own identities, but we construct them under the limitations from the 
society. We cannot have authentic self indeed. 
It is important to aware the problems of our existence; Martin Heidegger 
54 Thody, Philip and Read, Howard, Introducing Sartre, ed. Appignanesi, Richard (Cambridge, 1999)，p.52. 
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(1889-1976) believes that once we are thrown into the world which is not chosen by our 
own, the only way to conquer anxiety of nothingness is facing and confronting the 
absurdity of existence.^� We have to face the uncertainty and insecurity rather than the 
illusory security. 
In "My Gaze; His Gaze，，2001 (figure 38), I presented myself as a desirable object. 
I construct an ideal image for the dominant order. My identity is, in fact, confined in 
the dominant symbolic order: the masculine world. I am free of choosing who I am 
undet the conditions of predetermined ideology. This is a choice under limitations 
and restrictions; that may not be completely true of my own identity. Therefore, there 
is no authentic self. But please bear in mind that, I am the one who make the decision 
for my own, that is the teas on why I am the one and the only one who has to take the 
responsibility of choosing who I am. 
3. The Endless Desire of Searching Authentic Self 
We use our entire lives to search for the impossible authentic self. This is an endless 
desire and we can never achieve i t We cannot escape from our existences and the 
limitations. The only thing we can do is to confirm and confront our inescapable 
existences. The endless desire of searching authentic self sustains us to confront the 
55編者：陳鼓應’存•在主義（台北，1999) ,pp. l7-18. 
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unknown future. This is optimistic rather than pessimistic. 
On the other hand, the awareness of our existence creates a distance between what 
we are and what we want to be. In Sartre's uncompleted series of novels “The Paths 
of Freedom" (1945), his character Mathieu Dekrue faced a situation that he remains 
very conscious of what he is and of the choices confronting him. These finally affect 
his decision of choice.^ '^  Our decisions may not be our true will. We make our 
choices under certain considerations. 
We cannot deny our existences and the absurdity of our lives. This is obviously a 
disappointing condition that we cannot escape. The best solution for this unwanted 
situation is confronting it. Meanwhile, taking photogtaphic portrait is one of the best 
solutions. We confirm oui: existences; we try to dismiss the uncettainty and insecurity. 
We try to construct our own identities although they are not absolutely authentic self. 
Once we have the awareness of our existences consciously, we no longer belong to the 
presupposed selves. These reactions help us to dismiss the anxiety of out existences. 
We achieve wholeness thtough the assimiktion with our own images. 
Until this point, photographing the self has been turned into an endless desire� 
We desire to find our authentic self in our entke lives. No matter whether it is 
possible, our desire will continue forever. 
56 xhody, Philip and Read，Howard, Introducing Sartre, ed. Appignanesi, Richard (Cambridge, 1999), p.53. 
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IV T H E AUDIENCE： 
LOCATING THE SELF IN 
PHOTOGRAPHIC PORTRAIT 
F r o m what I discussed in the last chapter, we now understand the reason of taking 
photographic portrait is due to the yearning of having wholeness. This desite is 
fulfilled by the identification of alienation. They belong to kinds of psychological 
circumstance that involved the process of creation and the process of appreciation. 
After all, those discussions are based on the point of view of the creator; and most of 
those arguments focused on the understanding of the intention of the artist, the 
development, and the relationship between artist and art-piece. I will elaborate the 
discussion of locating the self in alienation in this chapter. I will also discuss the 
circumstances of gaze between audience and art-piece. Finally, I would like to examine 
the consequence of photography when they are shown as exhibits. 
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A . EMPATHY 
Many people may have the experience of putting their sympathy with the other people 
or some circumstances; this is called empathy. Empathy is the ability to share anothet 
person's feelings and emotions as if they were your own. During the appreciation of 
art, empathy appears very often. The process of empathy generates an interrelation 
between the art-piece and the audience. Then the audience may share the creativity 
realm of the artist through empathy. There are many reasons of having empathy on 
art-piece; some of them are due to identical cultural background, and some of them are 
relating with similat interest. But these ate not what I concern with. I am mote 
interested with the significance of empathy among the audience and the art-piece. 
There are many kinds of empathy during the appreciation of photography. One 
of them is to identify the self of it. This is a kind of tecognition. We believe we 
were in the scene. We forget the real self and throw ourselves into illusion. We enjoy 
the flattering space where everything was in the past We will have these similar 
feelings on photographic portrait; but this time, we have empathy on the image of the 
photographed other. The audiences may find similarities between the photographed 
ones and theic own selves. They will ask if the one in photograph is a shadow of 
them. 
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The reason why the audiences got empathy is caused by their subjectivity; they 
associate their feelings on images they want to have. It happens obviously when the 
images are their deskes. They desiie to locate themselves in the photographed other as 
they desire to be seen. Once they are the desirable object of the other, they can return 
to the wish of having wholeness. The difference between audience and artist is, artist 
accomplishes his/her desire through the creation of art-piece. But the audience uses the 
other ways to achieve wholeness. 
B. ALIENATION IN EXHIBITS 
In the discussion in the last chapter, we have defined that the photogtaphed others are 
alienations of ourselves. The audiences locate themselves in a photograph means they 
are seeking wholeness through the tecognition of the others. It is no doubt that a 
photograph is an object The images inside a photogtaph have turned into objects as 
well. I am not concerning with the physical condition of photographic paper. 
Instead, I want to convert them into the object of desire. Bergei assumes the image 
of women is the deske of men; the nakedness of women is the desire of the other" 
For me, the nakedness of females in photograph does not refer to the appearance of he. 
It relates to the empathy from the audiences where they share the feelings and emotions 
57 Berger, John, Ways of Seeing, (London, 1972), p.53. 
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with the photographed other. 
So, no matter whether you are a photographer or an audience, the feeling of 
having alienation happens all the tunes. And, this is the power of alienation for us to 
conquer loss and lacking; and also a dnve to achieve wholeness. 
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V CONCLUSION 
Since the moment when we push the button of a camera, photography carries its 
referent forever. We always concern the referent rather the medium itself. There are 
numerous books about its history, its techniques, and its categories. Some sociologists 
try to understand our society through photography as well. When we look at 
photograph, this situation is obvious. We always talk about the teferent rather than the 
medium. This gives photography a heavy role of carrying something that is 
essentially not belonged to its own essence. The essence of photography is it unique 
character of having time and history; and it is hard to be replaced by the otJier media. 
These meaningful arguments ate worthy fot us to elaborate and explore. 
As we can reproduce a photograph for unlimited times, it becomes paltry and 
easily to be consumed. Owing to the method of reproduction, photographs have little 
difference no matter whether they are displaced in an exhibition hall, kept in private 
58 Burgin, Victor, 'Looking at Photographs', Thinking Vhotographj, (London, 1982)，pp. 142-143. 
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album or printed in a book. Once again, we take for granted of seeing photograph as 
a usual activity. We will forget its hidden meaning easily. In the busy and restless life 
nowadays, we do not have time to understand the intention of the artist and the fruit of 
the creation. At the same time, we are bounded by those immense images and are 
deceived to think that they are exactly what we see in the reality. They are only the 
copy of a copy.59 
During the investigation of the significance of photographic portrait, I penetrate the 
development of how we generate our perception from visual world into symbolic world. 
The gaze in photographic portrait introduces us to an unknown but significant infinity. 
If we dismiss the gaze in photogtaphic portrait, we then discard the soul of it This is 
likely to be similar to the situation if we take away the lefeirent fcom photogiaph. We 
stare at the gaze in a photograph. A bridge between the sitter and the audience is then 
constructed. Besides its function of delivering messages, photography gives us a 
profound insight to the motive of artist. This significance is the reorganizations of the 
self in alienation; or the identification of the self into photogiaph where we can get nd of 
loss and lack and back to the status of wholeness. It is important not to forget the 
essence of photography rather than the function of being a carrier. 
One of the fundamental forces of taking photographic portrait is based on our 
59 Barthes, Roland, Camera Luada, Reflections on Photography, trans. Richard Howard (London, 2000), p. 102. 
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awareness of existence. We feel uncertainty and insecurity in our lives, we are eager to 
achieve wholeness through assimilation with the others. We can never achieve 
authentic self because the photographed image is only a product of the determination 
from dominant symbolic orders. Then, we start an endless journey of searching our 
authentic selves through photography. These images never satisfy us. Therefore, 
taking photographic portrait is，hence, an endless desire. 
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VII I L L U S T R A T I O N S 
躍遍 
F e w memories are so pleasant as the memories of � \ \ m 
your holidays. A n d yet, you allow those memories | � � ' . | W 
to slip away ! H o w little you remember, even of , , y � . �I f f 
your happiest times ！ Don't let this year's holiday “丨’“丨�� ¥ f 
be forgotten—take a Kodak and save your happi- J I j ^ 
ness. M a k e K o d a k snapshots of every happy , ^ ^ ^ j W F " 
scene. T h e little pictures will keep your holiday 丨’ 
al ive—they will carry you back again and again to /'• 
sunshine and f reedom ； they will enable you to chat 
once more with your jolly companions, and to enjoy another heartv laugh over 
the fun you had. Remember , you can learn to use a Kodak in half-an-hour. 
The only holiday that lasts 
forever is the holiday with a 
Kodak 
J]sk your nearest Kodak dealer to show you (he lalcst models. 
Kodak Ltd., Kingsway , London, W . C . 2, 
Fig. 1: Kodak advertisement’ 1920. 
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Fig. 2: Alichekngelo Mensi da Caravaggio, Narassus, ca. l597, oil on canvas, Palazzo Barbermi, Rome， 
Italy. 
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Fig. 3: Joseph Nicephore Niepce (1765-1833), The mrld's first photograph: Vmv from Joseph Nidphore 
'Nieces workroom window in Maison du Gras, ca. 1826. 
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Fig. 4: Nadar (1820-1910), Se/f-Porirait, Turning ca. 1865, albumen print, 14.6 x 13.3 cm. 
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Fig. 5: Nadar (1820-1910), Na^ar's studio, Boulevard des Capucines, Pans, 1860s, Bibliotheque Nationale, 
Paris. 
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Fig. 6 & 7: Carte-de-visite portraits by Samte-Mane aux Klines, and Disden, 1860s’ Pans, private 
collection. 
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Fig. 8: .\ndr6-Adolphe-Eugene Disden (1819-1889), Kapoleon III, ca. 1860s. 
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Fig. 9: Nadar (1820-1910), Sarah Bernhardt, 1864, Pans. 
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Fig. 10: Empress G Xi (1835-1908), undated, photographer unknown. 
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Fig. 11: Empress Ci Xi (1835-1908), undated, photographer unknown. 
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Fig. 12: Francis Galton, Composite portraits by superimposition of photos seeking a generic portrait of the cnmina“ 
1883, from Inquiries into Human Faculty and its Development. 
The Mirrored Other: Locat ing the Self in Photographic Portrait / ] "VM Wai Kit 9� 
Fig. 13: Salvador DaH (1904-1989), Soft Constniction with Boiled Beans: Premonition of Civil War, 1936, 
oil on canvas, 109.9 x 84.1 cm. Museum of Modern Art, New York, James Thrall Soby Bequest. 
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Fig. 14: Rene Magritte (1898-1967), La Reproduction Interdite, 1937, oil on canvas, 81 x 65 cm, Rotterdam, 
Museum Boijmans Beuningen. 
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Fig. 15: Nan Goldin (1953- )’ Uly in the mirror, 1961’ N Y C 
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Fig. 16: Salvador DaH (1904-1989), Soft Self-Portrait with Fried Bacon, 1941, oil on canvas, 61.3 x 50.8 cm, 
Fundacion Gala-Salvador- DaH, Figueras. 
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Fig. 18: Albrecht Durer (1471-1528), Portrait of the Artist with a Tbist/e, 1493, oil on parchment on canvas, 
56 X 44 cm. Louvre, Pans. 
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Fig. 20: Rembrandt van Ri)n (1606-69), Self-Portrait, 1640, oil on canvas, 93 x 80 cm, National Gallery, 
London. 
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Fig. 21: Rembrandt van Rijn (1606-69), Se/f-Portrait mtb Two Circles, 1665-9，oil on canvas, 114.3 x 94 cm, 
Kenwood House, London. 
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Fig. 22: Sandro BotticeUi Adoration of the Magt, 1476, Tempera on wood, 111 x 134 cm’ 
Uffizi, Florence. 
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E . % H . T . A n t h o n y % Co.. 
Buckeye Camera I 
嗽 y j i ^ ^ ^ FOR FILMS OR PLATES MAY BE LOADED IN DAYLIGHT • 
• ^ ^ 孫 P r i c e , $8.00 to $J6.00 | 
I ^ B B B C A M E R A S OF A L L K I N D S I 
• KODAKS, PREMOS, CYCLONES, CLIFTONS I 
• H ^ ^ ^ ^ H And a complete stock of PHOTOGRAPHIC SUPPLIED Catalogue Free • 
• ( “ U you arc a n ^ u ^ I ^ ^ t ^ r L We recomviend the NE W AMERICAN FILMS for Hand-Camera Work • 
^H pUcr. and will seud us your naine — • 
• i S S ^ H l H ^ i i ^ i S E . & H . T . ANTHONY & CO. I 
• I 二 �: 1 2 2 - 1 2 4 Fifth Ave., New York 4S.47.49 
Fig. 23: E. & H. T. Anthony & Co., advertisement, 1900, private collection. 
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Fig. 24: Robert Tvlapplethorpe (1946-1989), Self-Portrait, 1980, Gelatin silver print, 50.7 x 40.5 cm. 
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Fig. 26: Bill Brandt (1904-1983), ^neUagriUe with His Picture The Great War\ 1966. 
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Fig. 27: Bill Brandt (1904-1983), Self Portrait in a Mirror, East Sussex Coast, 1966. 
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Fig. 28: Nan Goldin (1953-), Self-portrait in my blue Bathroom, 1991, Cibachrome pnnt, 76.2 x 101.6 cm. 
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Fig. 29: Nan Goldin (1953- ), Na” One Month after Being Battered, 1984, Cibachrome print, 68.5 x 101.5 
cm. 
The Mirrored Other: Locating the Self in Photographic Portrait / LAiM Wai Kit 94 
• l ^ n l 
Fig. 30: Jeff WaU (1946- ), Doubk SefPortrait, 1979，Transparency and Hghtbox, 172 x 229 cm, Art 
Galler)^ of Ontario, Toronto. 
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Fig. 31: Use Bing (1899-1998), Self-Portrait with Mirrors, 1931, Gelatin silver print, 26.6 x 29.8 cm. 
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Fig. 32: Wai Kit Lam (1966-)’ Self-Portrait as a Classical Painting, 2003, colour pnnt. 
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Fig. 33: Anonymous, Tintype studio, ca. 1900, LM.P. George Eastman House, Rochester; and a diagram of 
headrest. 
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Fig. 37: Wai Kit Lam (1966- ), Missing^ 2000, colour print on aluminium, 58.4 x 88.9 cm. 
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Fig. 38: Wai Kit Lam (1966- ), My Ga-e; His Ga^e, 2001, colour pnnt. 
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Fig. 39: Nan Goldin (1953-), Siobhan in my mirror, 1992, Berlin, Cibachrome print, 20 x 24 cm. 
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